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RAVEL AND MOZART PIANO TRIOS 
YEHUDI MENUHIN, VIOLIN 
GASPAR CASSADO, ’CELLO 
LOUIS KENTNER, PIANO 

SIDE ONE Nod ee. 
Ravel: Trio in A minor | 

I. Modere [band 1] 
II. Pantoum (Assez vif) | band 2] 

III. Passacaille (Trés large) [band 3] 

SIDE TWO 
IV. Final (Animé) [band 1] 

It was Beethoven who raised the medium of the piano trio to its highest peak. Of 
all compositions for the combination of piano, violin and ’cello written during 
the last century, his great Archduke Trio stands at the head, despite significant 
examples of the genre by Schubert, Schumann, Brahms and Dvorak. By a strange 
coincidence Ravel was putting the finishing touches to his Trio exactly one hundred 
years after the Archduke received its first performance. Ravel’s work, too, stands 
a very good chance of heading the list of piano trios written in its century. So far 
its chief rival for this position is probably Shostakovitch’s E minor Trio, Op. 67, 
although Martinu’s contributions are not to be overlooked. Ravel wrote this com- 
position during the early days of the 1914-1918 war, while he was impatiently | 
awaiting his call to service. 

The work shows no sign of the turmoil of the period—which is not surprising, 
since its general conception predates the outbreak of hostilities. Of all Ravel’s 
chamber music compositions this Trio is the weightiest—if that word can be used 
without suggesting heaviness. 

The largely tranquil first movement has the unusual time-signature of 8/8. 
There are three main beats in the bar, and these almost always conform to the 
pattern of 3+2-+3 eighth notes. The middle beat is, therefore, shorter than the 
other two. The first subject is almost wholly concerned with a rhythmic pattern of 
one bar’s duration. It is first played by the right hand of the piano in chords against 
an even beat of four quarter notes in the left. The second subject, announced by 
the violin, provides a fairly strong contrast, although maintaining the original metric 
pattern. It, too, is largely concerned with a rhythmic shape. The movement is cast 
in a free sonata form, but its lyrical development is pursued to the end, which comes 
not in the original A minor but in C major. : | 

The title Pantoum given to the second movement requires explanation. In... 
Malaya the word is used to describe a particular type of poem or song. The verses 
are all of four lines, and the second and fourth lines of one verse are repeated as 
the first and third of the next. This continues until the final verse, the even-numbered 
lines of which revert back to the odd-numbered lines of the opening verse. The 
whole is therefore truly cyclic. Evidently Ravel was not so much intrigued by this 
formal pattern as by the Pantoum’s Malayan character. In form the movement is 
a scherzo and trio. The outer sections are based on a short staccato motive in even 
eighths and a on fairly extended theme. The central trio episode consists of a chorale- 
like theme in 4/2 time, contrasted against the original eighth note motive in 3/4. 

A passacaglia is a piece based on a theme that is repeated over and over again 
without change—or, at least, without significant change. Ravel does not adhere at 
all rigidly to this plan in his third movement. The theme is stated by the piano and 
repeated by the ’cello, but when heard for the third time on the violin it undergoes 
variation. Moreover Ravel does not use the theme as a “ground” against which 
to set other counterpoints. His treatment consists largely of variation and harmonic 
development. 

The last movement is based on two subjects, and is cast in fairly free sonata 
form. The first and more important theme is divisible into two-closely related parts, 
while the majestic second subject—stated by the piano against trilling strings—also 
seems to be a member of the same family. Later Ravel proves this to be the case 
when he combines elements of his two subjects. 

SIDE TWO 

Mozart: Trio in E major, K. 542 

I. Allegro [band 2] 

II. Andante grazioso [band 3] 

Ill. Allegro [band 4] 

Speaking very generally it can be said that Mozart’s chamber music in which strings 
and piano are combined is less important than his output for strings alone. One 
reason for this is historical, the violin and piano sonata and the piano trio growing 
up slightly later than the string quartet or quintet. With both Mozart and Haydn, 
stringed instruments, and particularly the ’cello in a trio, tended to become sub- 
ordinate when there was a keyboard instrument present. There are violin and piano 
sonatas in which the violin part has so little independence that it can be omitted 
altogether. Similarly, in trios the ‘cello was mainly used as a bass strengthener, its 
part being normally doubled by the pianist’s left hand. In the whole of Mozart’s 
first Piano Trio the ’cello is allowed to carry the bass line by itself for only four bars. 

To all generalizations exceptions can usually be found, especially where Mozart 
is concerned. His two Piano Quartets are not only worthy of being placed beside 
the best of his String Quartets, but are among the finest examples of their genre in 
existence. Similarly, three of his Piano Trios occupy a prominent position in our 
musical heritage. The first (K.498 in E flat major) was written for the unusual 
combination of piano, clarinet and viola. It is among the composer’s most personal 
creations. The other two (K.502 in B flat major and the present work in E major) 
are both for the normal combination of piano, violin and ’cello. 

The E major Trio was composed in 1788, just before the three last and greatest 
symphonies. It is, therefore, a work of Mozart’s fullest maturity. In one respect it 
is also unique, since Mozart’s catalogue of works lists no other work in the same 
key, although there is a Violin Sonata in E minor. Whatever reason Mozart had 
for avoiding E major as the principal key of a composition, the present Trio proves 
that it cannot have been one of aversion. It was, however, his habit to avoid more 
than three sharps or flats as his main key signature. 

In this work the ’cello enjoys a certain amount of freedom and takes its turn 
in discussing the material; but it is not raised to the status of an equal partner. 
That move was left to Beethoven. The first movement is laid out in full-scale sonata 
form, but springs a surprise in the early stages of the recapitulation where, immedi- 
ately after the restatement of the first subject by the piano, the music veers off into 
fairly distant keys. 

The Andante is an outstanding example of Mozart in a serene pastoral mood. 
Typical here are the rapid alternations between forte and piano. Although the Finale 
sounds inevitable and untroubled, its author had difficulty with it. The movement 
as we know it represents a second attempt, the first having been given up after 
sixty-five bars had been written out. Presumably Mozart considered his original 
conception in 6/8 too restless to form a fitting conclusion; he therefore began again 
in common time with a simpler theme, but one showing some relationship to his 
original idea. 
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MORE CHAMBER MUSIC ON ANGEL RECORDS 
BEETHOVEN: Trio No. 7 in B flat, Op. 97 (“Archduke”) (S)35704 BEETHOVEN: Quintet in E flat, Op. 16 35303 

David Oistrakh (violin), Sviatoslav Knushevitzky (cello) & Lev Oborin (piano) MOZART: Quintet in E flat, K. 452 | 
SCHUBERT: Trio No. 1 in B flat, D. 898 (S)35713 Walter Gieseking (piano) & The Philharmonia Wind Quartet 
Same artists BORODIN: Quartet No. 2 in D 35239 

SCHUBERT: Quintet in A, D. 667 (“Trout”). (S)35777 SHOSTAKOVITCH: Quartet No. 1, Op. 49 
Hephzibah Menuhin (piano) & The Amadeus String Quartet Armenian State String Quartet 

BARTOK: The Six String Quartets (three discs) 35240-42 
Vegh Quartet 3 oa ops : (S) indicates stereo. 

ANZ, 

(~ F® ne YQ? THis RECORDING SHOULD BE*PEAYED ONLY WITH A STEREO CARTRIDGE & STYLUS. 






